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abstract. The beginning of the twentieth century was marked by a very 
important and significant event in the cultural life of Azerbaijan. In 1907, 
Uzeyir Hajibayli wrote the opera “Leyli and Majnun”. It was the first opera in 
the East. A new genre, mugham opera, was born. It was the first opera based 
on national folklore. 

Mugham is the principal musical material of the opera. It has been 
performed for more than a century, but still, the opera is popular and loved 
by the public. 

Moreover, it won love and recognition all over the world and is successfully 
performed in different countries. 

What is the secret of its popularity? I would like to emphasize three 
components, among many factors: 

1) It is mugham itself - a genre that unites all Near and Middle East nations 
and is admired by them. 

2) It is a brilliant self-titled poem written by Fuzuli that describes the tragic 
story of two lovers. This theme is one of the favorite themes of the East. 
Academician Ignatiy Yulianovich Krachkovsky wrote: “Majnun and 
Leyli in the East are better known than Romeo and Juliet in the West.” 
There are over 40 poems dedicated to this theme in the written literature 
of the East, with the poems by Nizami, Nava’i, and Fuzuli being the most 
outstanding. Fuzuli’s “Leyli and Majnun” stands out by the beauty of 
its lyrics. It is emphasized by the beautiful ghazals the author wrote to 
enrich his poem. The poetry of the East is distinguished by the beauty of 
its melodic lyrics. It was born from music, and Fuzuli’s ghazals prove 
this. Every event described in the poem is accompanied by a relevant 
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ghazal. The ghazals add extraordinary melody to the poem, and it’s not 
surprising that Uzeyir Hajibayli, an outstanding Azerbaijani composer, 
used particularly Fuzuli’s poem for his opera. 3) Last but not least, it is 
great Uzeyir Hajibayli, who could combine all these factors and create a 
truly brilliant work with superb and unique music. 

Uzeyir Hajibayli’s deep knowledge of Fuzuli’s poetry, shown in a very 
delicate and meticulous work with the poetic source, contributed to the 
creation of an integral dramatic work. 

Key words: mugham, ghazals , dramatic development, intonation, melody. 

Introduction. The beginning of the twentieth century was marked by 
a very important and significant event in the cultural life of Azerbaijan. In 
1907, Uzeyir Hajibayli wrote the opera “Leyli and Majnun”. It was the first 
opera in the East, giving birth to a new genre, a mugham opera. 

The interpretation of the main material. What is the secret of its 
popularity? There are three components, among many factors, that have 
contributed to the fame of the opera: 

1) It is mugham itself - a genre that unites all Near and Middle East nations 
and is admired by them. 

2) It i s a brilliant self-titled poem written by Fuzuli. The theme raised in thi s poem 
is one of the favorite themes of the East. Academician I.Yu. Krachkovsky 
wrote: “Majnun and Leyli in the East are better known than Romeo and 
Juliet in the West, and who knows, maybe the refrain “I, Leyli that is used in 
countless songs performed by people in the Arab East countries at the onset 
of the night, is the reference to not only night in a literal meaning of the 
word, but it also cherishes Leyli, Majnun’s immortal beloved.” [1-31] This 
beautiful and sad legend was born on Arab soil, and it inspired the poets 
to write many literary works. There are more than 40 poems in the written 
literature of the East that are dedicated to this theme. The poems by Nizami, 
Nava’i, and Fuzuli are the most outstanding among them. While Nizami’s 
goal was to write a psychological poem, and the poem of Nava’i has strong 
drama motifs, Fuzuli’s “Leyli and Majnun” is distinguished by the beauty of 
its lyrics.” [2-72]. It is emphasized by the beautiful ghazals the author wrote 
to enrich his poem. Every event described in the poem is accompanied 
by a relevant ghazal. The ghazals are intertwined into the situations and 
moods of the characters to such an extent that they are perceived as an 
integral component of the narrative. The ghazals add extraordinary melody 
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to the poem, and it’s not surprising that Uzeyir Hajibayli, an outstanding 
Azerbaijani composer, used particularly Fuzuli’s poem for his opera. To 
depict the characters and convey their feelings, Hajibayli used ghazals that 
underpin the mugham episodes of the opera. 

The first act of the opera begins with the following ghazal: 

Yandi canun hicr ila vdsli-ruhi yar istaram. [1-400] 

We’re separated and my soul is weary, I yearn for my beloved’s breath. [1-400] 

Majnun performs this ghazal in the form of mugham with Mahur-Hindi meter. 
It puts listeners into the atmosphere of anguish and sadness. At first glance, there 
is a contradiction between the nature of poetic lines and music. This contradiction 
is shown as follows: the beginning of the opera tells us how the love between 
Leyli and Majnun was bom. They met at school and passionately fell in love with 
each other. Mahur-Hindi meter, quite consistent with the general mood, creates 
an elevated atmosphere, while the ghazal performed by Majnun is the last one in 
the poem, and he dies after it. This ghazal is a climax that reflects Majnun’s utter 
sufferings. He simply cannot live without his beloved. 

Fani olmaq istaram, yani balayi-dahrdan, 

Rahati cismi-zaifii cani afkar istaram. [1-401] 

I strive to shelter in oblivion from the woe of our sore days, 

My soul and body yearn for freedom from a grievous pain. 

How can we explain the fact that Hajibayli puts this most tragic ghazal of 
the poem at the beginning of the opera, and moreover at the first scene of the 
first act? It is assumed that Hajibayli wanted to show that the characters had 
been doomed to suffer, predicting their future fate and inability to be happy in 
a world where fiery and rapturous feelings, dreams, and desires were trumped 
by medieval customs and prejudices. Uzeyir Hajibayli was an expert in 
Fuzuli’s poetry, therefore the way the musical material is constructed and the 
existence of the “rock theme” in the opera are justified, especially considering 
that the poem also reveals the theme of doom and an unhappy ending. At the 
beginning of the poem, Fuzuli tells about the birth of Majnun, the only long- 
awaited son. However, the boy bursts into sobs once he is bom: 
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01 dam ki, bu xakdana dii§du, 

Halim bilib faqana dii§dii, 

Axir giiniin avval eylayib vad, 

Axitdi siriqkii qildi faryad. [1-271] 

As soon as he came to this world, 

He cried, having realized his fate. 

He foresaw his ending day, 

And shed a tear and began to wail. 

Thus, the beginning of the opera is characterized by two layering pieces 
of art: major scale music that invites us to the scene where the two lovers 
experience the bloom of their affection, and a poetic word demonstrating their 
tragic end. 

Two first couplets, or bayts, of the ghazal are heard in Majnun’s solo part: 

Yandi camm hicr ila vasli-ruhi yar istaram 
Dard-mandifirqatam, darmani-didar istaram. 

Biilbulu-zaram, dayil bihuda afqan etdivim, 

(Qalmiyam nalan qafas qeydinda, giilzar istaram. 

We’re separated and my soul is weary, I yearn for my beloved’s breath 
And balm of seeing the bright-faced maid when we are tom asunder. 

A nightingale, I sing the songs of sorrow, I do not sigh in vain. 

Being tired in the cage, I want to fly to gardens and burst out crying. 

These bayts do not fully express the tragedy of the entire ghazal. We see 
a man who is deeply suffering from separation from his beloved. Music and 
poetry seem to merge together in this musical episode. The music follows all 
the nuances of the ghazal , where the latter can be attributed to the group of 
meditative - elegiac ghazals. 

This ghazal has tetrametric, 15-syllable Ramal meter: fA'ilAtun fA'ilAtun 
fA'ilun. As known, obligatory rhythm is not characteristic of mugham. One of 
the principal features of mugham art is the free organization of the rhythmic- 
temporal factor and fixed organization of the tonal factor. The presence of a 
fairly fixed rhythmic pattern is dictated exclusively by the rhythm of Ramal 
meter. 
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Long syllables are mainly expressed in larger durations: eighths, quarters, 
and halves. Short syllables are expressed in the sixteenth duration. It should be 
noted that attributing syllables to relevant durations is not mandatory because 
mugham has no fixed metric organization. Depending on the individual 
manner of performance, a long sound, as seen in our example, can stretch 
and be enriched with intricate melodic phrases. However, such phrases do not 
change the basic structure of the rhythmic pattern. 

Another type of ghazal performed in the form of an emphatic song is used 
only in the first act of the opera. Starting from Shikestei-fars mugham we hear 
love ghazals that describe the confessions and feelings between the lovers. 

Gordiim ol xurgidi-husniin, ixtiyanm qalmadi. 

When I saw your heavenly face, from my strength I was deprived. () 

Payibdnd oldum ssri-zulfi pdri§amn goriib 

When I saw your dusky hair, from my speech I was deprived 

Konliim agihr zulfi- parigamn gorcak. 

When I see your flowing hair, my spirits rise. 

Each performance makes the actions more dramatic, enhancing the 
feelings. The tension of melodic development increases, the tessitura reaches 
higher pitches, and the music is enriched by more phrases and becomes more 
ornate. Useyir Hajibayli took this group of ghazals from Fuzuli’s diwan in 
Azerbaijani. This is because the ghazals in the poem “Leyli and Majnun” 
express the suffering of the characters after separation, and therefore, 
Hajibayli used them to convey the feelings of love, happiness, and delight. It 
is not surprising that we will not hear them further in the opera. The ghazals 
in the form of emphatic songs have become an integral part of the dramatic 
development of the opera, enriching it with beautiful poems and marking 
its bright culmination. The confession of the lovers reaches its climax in the 
episode performed in Mubarrige section of the Segah mugham. And this is 
understandable because, according to Uzeyir Hajibayli, Segah s aesthetic and 
psychological nature conveys a sense of love. Apart from this part of the first 
act, the Segah mugham does not sound anywhere else in the opera. Thus, 
this mugham in the opera becomes a symbol of bright love. The unity of 
feelings of lovers is also emphasized by the fact that in the climax episode 
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they perform together one and the same ghazal and not the different ones, 
as it was before. Love united them, made them a whole that is impossible to 
divide. 

Ey har tdkdlliimiim xatti - sabzin hekayati. 

Virdim hamiya miishafi ruxsann ayati. 

About only you are all my words and feelings. 

Like vernal foliage my thoughts of you are trembling. [ 4-224] 

This ghazal has the following tetrametric 14-syllable Muzari meter: 
maf Ulu fA'ilAtu mafATlu fA'ilun. 

This meter has extraordinary flexibility, liveliness, and comprises 
four different modes, of which two have three syllables and two have four 
syllables. Such structure gives it a special flexibility, sudden accentuation, 
and a peculiar iridescence. “In Fuzuli’s poems, - as R. Azadeh rightly noted, 
- each meter helps to reveal the depicted character.” [3-84] The light, mobile 
and impetous character of the metric pattern of the Muzari meter conveys 
accurately the joy of love that embraces the characters of the poem. 

The opera “Leyli and Majnun” also has a didactical ghazal. It is sung by 
Majnun’s father who tries to convince his son to forget Leyli, to abandon 
love. Here, 1,4,5 bayts are used. 

Can verma eyqa ki, eyq afati candir 

E§q afati can oldugu mayhuri cahandir. 

Yaxyi goriiniir qiidrati mahveqlari amnia, 

Yaxyi nazar etdikca sarancami yamandir. 

E§q icra azab oldugun ondan biliram kim, 

Har kimsa ki, uyiqdir, iyi ahu faqandir. [1-320] 

Don’t give your soul to love - love is the enemy of the soul. 

It’s known in the world that love is trouble for the soul. 

Maids with the moonlike faces look beautiful, it is true, 

But if you look at them unbiased, their features promise trouble. 

I know love is full of suffering, it can be seen 

When a miserable lover cries all day and night. [1-320] 
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The melody of this ghazal is not rich intonationally, there are no leaps or 
rises of melody, the movement is aligned, chromatized, and the intonation is 
close to spoken. We observe an insignificant rise of melody at the end of the 
second lines of bayts, and hear exclamation intonations that emphasize this 
rise. The tessitura is close to low, and the range is small. 

The meter also closely corresponds to the character and emotional tone of 
the ghazal. Hazaj-i makfUf-i maqsUr meter is quite slow but it does not possess 
the evenness and steadiness of other types of Hazaj-i meter, for example 
Butov Nagis and Ramal. A greater number of short syllables than those in the 
mentioned meters conveys conversational, chromatized intonation. 

There is no explicit climax in the ghazal', all bayts carry approximately the 
same semantic load. The cadence of the ghazal is apparent in the second line 
of the fifth bayt - where the father warns Majnun. 

All listed features of the ghazal are embodied in the music. This mugham 
episode is performed in the Mansuria section of the Chargah mugham. The nature 
and emotional system of mugham fully correspond to the nature of poetic lines. 
The melody of the episode also sounds in the low register, and is characterized 
by chromatism, the absence of leaps at large intervals, with the biggest leap at the 
third interval. Unlike previous episodes, this one is not rich with melodic phrases, 
and it corresponds to the character and content of the ghazal. The intonation here 
is also close to the spoken one. This episode is completely dominated by narrative, 
didactic intonation with its calm, slow melody. 

A number of conclusions can be drawn from the above analysis: 

1) The ghazals used in the mugham episodes of the opera determine their 
content, dramatic development, melody, composition, and rhythm. The 
poetry defines the music of the episodes, while the music consistently 
reveals the content of the ghazal , and dramatic development with its 
climax and anticlimax. 

2) A certain type of mugham is thoroughly selected in accordance with the 
meaning of the ghazal performed. The following three groups of ghazals 
have been considered: meditative-elegiac, emphatic songs, and didactic. 
The analysis shows how the content of a ghazal can be revealed using 
different types of mugham. For example, love and confessional ghazals 
are performed with the Segah mugham, while the didactic advice of 
Majnun’s father is performed with the Chargah mugham. 

3) Melody is one of the principal components that combines music and poetry 
in mugham episodes of the opera. The melody of a ghazal is reflected in the 
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music, defining the melody of the musical pieces. For example, mugham 
episodes based on meditative-elegiac ghazals have medium tessitura, 
flexible increasing and decreasing melody, and rich melismata. Episodes 
with emphatic songs have high tessitura, a smoother and more even 
melodic line, fewer leaps, and more melismas. These episodes have plenty 
of musical phrases. Didactic ghazals attach completely different meaning 
to the melody of the mugham episode. Here low tessitura dominates, the 
melodic line is chromatized, the intonation is close to the spoken one, there 
are almost no leaps, and the number of melismas is small. 

4) As for rhythm, it should be noted that many experts, including Useyir 
Hajibayli, Bertels, and others, expressed the idea that a poetry meter is the 
basis of musical rhythm in mugham. The analysis shows that the rhythm 
of mugham episodes is based on a rhythmic structure of a verse. Aruz , 
a meter of ghazals, makes them sound particularly musical, which, of 
course, is enhanced in the musical episodes of the opera. In their book 
“Geometric Concept in Islamic Art”, Y. El-Said and A. Parman noted 
that when composing music based on poetry in the Muslim world, “the 
rhythmic pattern or meter of a song is a decisive factor in the musical 
composition ... while the melody is the subject of the fantasy of the 
performer or composer. ” [5-140]” One can agree with the authors of the 
book when they say that the meter of the poem - ghazal in our case - is a 
determining factor in the musical composition of mugham. 

5) The form of the mugham episodes is also entirely determined by the 
poetic text, and here we observe a tendency to symmetry, and the equal 
importance of these two elements. 

It can be concluded that poetry is the basis of the mughams under 
consideration. It determines the emotional and textual level of mugham, as 
well as its rhythm and form. 

What features of the opera genre contributed to the relationship between 
music and poetry? 

1) First, the dramatic development of the opera that requires certain ghazals 
relevant to the content of the opera. The opera revealed Uzeyir Hajibayli’s 
talent and deep knowledge of great Fuzuli’s poetry. Hajibayli did not use 
all ghazals of the poem, because this would be too much for one opera. 
He chose those ghazals that conveyed the meaning, mood, and character 
of the opera to their full and emotionally expressive extent. Only nine 
out of twenty-two ghazals of the poem are used in the opera. In the first 
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act, Uzeyir Hajibayli uses ghazals from Fuzuli’s diwan in Azerbaijani, 
which was also dictated by the dramatic development of the opera and the 
general mood of certain episodes. 

2) As known, mugham is an improvisational genre, where the performer 
-hanende - can also be a composer. Hanende chooses a ghazal, selects 
relevant mugham and performs a melody in this mugham, demonstrating 
his/her abilities and skills. This is not the case here. First, ghazals here 
are already selected, and secondly, specific mugham, even its section, 
is determined. Only the melody remains to be composed, which is 
a subject of the independent performance. Uzeyir Hajibayli’s deep 
understanding of folk art, in particular, the art of mugham and its 
psychological impact on listeners allowed him to precisely understand 
how mugham can be related to an opera and a ghazal. And in this 
sense, the style of the composer and his skills are seen in all mugham 
episodes of the opera. 

Because of the specifics of the opera genre itself, where there is a clash 
of different characters, actions, etc., each character has its own poetic and 
musical niche. Thus, the culmination of love feelings is conveyed by the 
Mubarrige section of the Segah mugham; Majnun’s suffering and tragedy is 
conveyed by Bayati kurd mugham; and his father’s advice is conveyed by the 
Mansuria section of the Chargah mugham, etc. 

3) The genre of opera itself requires the concise interpretation of the mugham 
episodes because their excessive length would slow down the action, 
scatter the listener’s attention, and destroy the dramatic integrity of the 
work. Therefore, the composer uses two or three bayts that are the most 
dramatic and express the mood, meaning, and melody of the whole ghazal 
to a fuller extent. 

“Leyli and Majnun” is a mugham opera, and this alone shows that it is 
written to a large degree in the mugham genre. The whole love drama develops 
in the mugham episodes of the opera, from the birth of love feelings to the 
death of the two principal characters. These episodes are the key driving force 
behind the opera. Only the mugham genre allows such an organic combination 
of music with poetry. Fuzuli’s immortal ghazals, thanks to mugham, are filled 
with beautiful lyrics and musical expressiveness. 

The opera “Leyli and Majnun” continues to inspire musicians, directors, 
and choreographers from different countries to create new interpretations and 
stage productions. 
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The famous choreographer Mark Morris presented a very interesting 
version of the opera with the ensemble “Silk Road” and his illustrious Mark 
Morris Dance Group under the guidance of renowned cellist musician Yo-Yo 
Ma. It was performed at the Lincoln Center in New York, one of the most 
prestigious world stages, for four consecutive evenings from October 24 
to 29, 2016. This premiere was held within the frames of the White Light 
Festival. The parts of Leyli and Majnun were performed by the outstanding 
hanende singers Alim Gasimov and Fergana Gasimova. Choreographer Mark 
Morris considered this work international for that time. 

Conclusion. Keeping its national identity, the opera “Leyli and Majnun” 
was integrated into the world cultural process. According to Mark Morris, it 
was one of the first examples of multiculturalism. The opera was written in 
Baku, the capital of Azerbaijan, and very quickly became a classic opera that 
is being currently performed in many countries. According to Mark Morris’ 
version, two hanende sat on a stage in the center, surrounded by musicians. 
They did not move, they only sang, but their voices were the heart of the 
whole performance. And the whole story was told by four couples. They 
represented Leyli and Majnun, and at the same time all lovers and love itself. 
The 100th anniversary of the opera was solemnly celebrated at UNESCO 
in June 2008. In 2012, it was shown with great success at the World Music 
Festival in San Francisco. The remarkable fact is that the orchestra comprised 
musicians from different countries: South Korea, India, China, and the USA. 
Thus, the production has acquired an international character, becoming an 
integral part of the world’s cultural heritage. 
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Laid Kaztmova (Azarbaycan) 

Uzeyir Hacibaylinin “Leyli va Macnun” mugam operasi diinya 
musiqi madaniyyati konstekstinda 

XX osrin awallari Azorbaycanin modoni hoyatinda 50 X onamli hadisa 
ila tarixo diifiib. 1907-ci ildo Uzeyir Haciboyli “Leyli va Macnun” operasmi 
yazir. Bu Sarq tarixinda ilk opera idi. Belalikla, yeni janr yaramr - mugam 
operasi. Yiiz illardir ki, bu opera sahnalardan diismiir. Oz aktualligim bu gun 
da qorumaqda, biitiin diinyada sevilmakdadir. (j'oc ugurlu fakilda miixtalif 
olkalarda niimayis olunur. Bela ki, bu qurulus artiq beynalxalq xarakter alib. 

Osarin bu qadar populyar olmasimn sirri nadadir. Qoxsayli faktlarm 
iyarisinda 3 nii qeyd etmak istardim. 

1) Bu mugamin oziidiir, janr qox sevilir va Yaxin va Orta §arq xalqlarmi 
birla§dirir. 

2) Bu asrarangiz Fiizulinin eyniadli poemasi iki seven gancin aci taleyindan 
bahs edir. Bu movzu §arqda an sevilan movzulardandir. Akademik i.Y. 
Kragkovskiy yazir- “Leyli va Macnun Sarq da, Romeo va Culyettamn 
qarbda mah§urlugundan da ondadir”. 

§arq yazili adabiyyatinda bu movzuda 40 dan cox asarlar yazilib ki, bun- 
lardan an gorkamlilari - Nizami, Navai va Fiizulinin poemalan olmu§dur. Fii- 
zulinin Leyli va Macnunu digarlarindan ozuniin lirikasi ila farqlanir. Burada 
§airin istifada etdiyi qazallar boyiik rol oynayir. §arq poeziyasim digarlarindan 
faqqlandiran onun musiqliliyidir. Buna bariz niimuna Fiizulinin qazallaridir. 
Poemada har hadisaya uygun qazal yer alir. Bu qazallar poemaya qeyri adi 
musiqililk gatirir, abas yera Uzeyir Hacibayli operasimn asasini Fiizuli poe- 
masindan gotiirmayib. 

3) On asasi, dahi Uzeyir Hacibayli biitiin bu faktlan birla§dirarak bu moh- 
ta§am asari arsaya gatirmisclir. Hacibaylinin Fiizuli poeziyasim darindan 
bilimayi naticasinda, arsaya ?ox inca va gozal if galdi. 

Agar sozlar: mugam, qazal, intonasiya, drammaturgiya, melodika 


JIana KmuMoaa (A jepbaud man) 

MyraMHaa onepa Yaenpa Taa>KH6eHJiH «JIenjiH h Mea*HyH» 

B KOHTeKCTe MHpOBOH My3bIKaJlbHOH KyjibTypbi 

Hanano XX BCKa 03HaMeH0Baji0Cb onciib Ba/KiibiM n BiiaKOBbiM co6mth- 
eM b KyjibTypHon /Khbiim A3cp6aiia>Kana. B 1907 rouy Y3enpoM raflacndenjiH 
6 bina HanncaHa onepa Jlenjin n Mcu/Kiiyu. OHa aBMJiacb nepBoii onepoii Ha 
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BocTOKe. Poaujica hobbih acaHp - MyraMHaa onepa. 3 to 6buia nepBaa onepa, 
ocnoBamiaa Ha Hau,HOHajibHOM (J)OJibXJiopHOM MaTepHajie. Ochobhoh My3bi- 
KajibHbiH Maicpnaji - 3 to MyraM. H yace 6ojiee ciojicimm OHa He cxoaht co 
cu,eHbi onepHoro Tearpa. OHa aKTyanbHa h Ha cci oanamnnH jiciib h jnobHMa 
nybjiHKOH. Bojiee Toro OHa 3aBoeBajia jnoSoBb h npH3HaHHe bo bccm Mnpe h 
c ycnexoM acMonci papyci ca b pa3Hbix CTpaHax. 

B neM >Ke ccKpc'i Taxon nonyjiapHOCTH aioio npoHBBcaeiiHH? Cpcan 
MHoacecTBa (|)axropoB xony Bbiaejimb ipn ocHOBHbie cocraBJiaiOLUMc: 

1) 3to caM MyraM, acaHp Tax jhoShmbih h oS'bcamiHioiJiHH Bee napoabi 
Bjih/Kiici o h Cpcanci o BocTOKa. 

2) 3to rciiHajibiiaa oanoMMcmiaa no3Ma d>H3yjiH, xoTopaa noBecTByeT o 
TparHHecxoii cyabbe AByx BJiioSjicmibix. 3xa TeMa aBJiaeTca o#hoh h 3 
H3Jiio6jieHHbix TeM Ha BocTOxe. AxaaeMnx Hraamii fOjiHanoBHH Kpan- 
xobcxhh iiHcaji: «Mca/Xiiyn h JlerbiH Ha BocTOxe H3BecTHbi Jiynrne, neM 
PoMeo h /(/xyjibci ia Ha Sanaac. FlHCbMCiniaa jinrepaTypa BocTOxa 3HaeT 
bojiee copoxa no3M Ha 3Ty TeMy, cpe#H xoTopbix caMbie BbiaaioiiiHCca 
- noaMbi Hi-naMH, HaBOH h <t>M3yiin. « JlerbiH h Mca>xiiyi[» <f>M3yjin oco- 
6eHHO BbiaCJIHCTCfl CBOCH JIHpHHHOCTbK). B 3TOM SoJIbHjyiO pOJIb HrpaiOT 
npexpacHbie ra3ejin, xotopbimh no3T yxpacnji cboio no3My. BocTOHHyio 
no33Hio O'uiHHac'i ocobaa My3bixajibHOCTb, OHa poanjiacb H3 ayxa My3bi- 
xh, h ra3ejiH d>H3yjiH apxoe TOMy CBHae i cJibci BO. Kaacaowy coSbithk), 
npoHCxoaauiCMy b no3Me, cooTBeTCTByeT cboh ra3ejib. ra3ejin npHaaior 
HeobbiXHOBeHHyio MCJioaHMiioc i b npoH3BcacnMio, h He cjiynaHHO Bbiaa- 
lOUiHMCH a3Cp6aMa/XaiICKMM X0Mn03HT0p y3CMp IYuT/XhScHJIH B OCHOBy 
cboch onepbi hojiO/Khji HMeHHO no3My <f>H3yjiH. 

3) H, xoHenHO jiHHHOCTb BejiHxoro Yacnpa raa/XM6eHJiH, cyMeBHiero o6b- 
eflHHHTb Bee 3TH (j)aXTOpbl H C03#aTb nOflJIHHHO reHHajIbHOe npOH3BCae- 
HHe, HacwTHB ero BejiHXOJienHbiM opHTHHajibHbiM My3bixajibHbiM Mare- 
pnajiOM. 

Diyboxoe aiiannc Y3eHpoM ra^acHbenjiH no33HH d>H3yjiH, xoTopoe npo- 
BBHJIOCb B OMCIIb TOHXOH H CXpynyjie3HOH paSo'IC C II03THHCCXHM nepBOHC- 
tohhhxom cnocobcTBOBajio co3aaiiMio uenbHoro apaMaiypi HHCCKOi o npoH3- 
Be,qeHHa. 

Kjiwneebie cjioea: MyraM, raacjiH, apawarypiHa, HinonauHa, MeaoflHxa 
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ThE rOLE OF Na TIONaL CIrCUS ar T 
IN THE INTEGRATION OF AZERBAIJANI CULTURE 


abstract. The article highlights the theoretical and organizational issues 
in the background of the professional history of Azerbaijani national circus 
art and deals with the tasks of modem circus during period of globalization, 
preservation of our national-spiritual values and the works that can be done to 
promote them in the world. Basing on the historical experience of Azerbaijani 
circus, it is noted that the circus art has great opportunities than the other types 
of art in bringing our national values to the world according to its specific 
peculiarities. Therefore, there is a need to mobilize our talented circus artists 
acted around the world, also the creative forces in our republic and to direct 
them to development of this field. 

Key words: globalization, national-spiritual values, circus art, festivals, 
tours 

Introduction. Azerbaijan, the first democratic republic of the East, has 
been going through an honorable development since the restoration of state 
independence again. Radical changes in the sociopolitical, socioeconomic 
spheres, expansion of the mass media and communication means contribute to 
the rapid integration of our country to the global space. Besides the successes 
of our republic in the production, trade, the use of new technologies, the 
globalization of the world influences our culture and our national values are 
under the threat to be lost. Taking into account these factors, a number of 
important projects have been implemented to protect the cultural heritage 
in our country and promote them in the world since the first years of our 
independence. 
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